In this article I argue that the Harry Potter novels constitute a Gothic narrative about homoerotic 
because he wants to personally face and touch him. Specifically, in The Goblet of Fire , a few moments after being reborn, Voldemort rushes to Harry and touches him on the scar, which thus becomes "the physical point of contact" between the two characters (Nemeroff 145 ). Harry's scar immediately bursts with pain, an experience that the Dark Lord sincerely enjoys because he declares in front of his followers, "I can touch him now," as if he had received an enormous pleasure from such physical contact ( Goblet 566). Voldemort has waited thirteen years before reincarnating and being able to touch the boy again. In this sense, he represents the figure of the 'sexual Other' described by Ruth Bienstock Anolik. According to Anolik's argument, the villain of many Gothic texts represents a sexual menace for the protagonist(s) of the narrative and does not only attempt at the life of the victims, but also at their sexual integrity. Specifically, Anolik affirms that "the sexual Other is thus particularly and unavoidably dangerous, infiltrating the home and even the bed of the threatened self" (4). This is precisely what occurs in the case of the Harry Potter narrative as well: Voldemort infiltrates the boy's home, murders his parents, and penetrates his bedroom where an unmentionable act is said to occur.
The Beginning, Marco Pintus Literally, according to Rowling's text, the Dark Lord attempts to kill the one-year-old child.
Nevertheless, we could interpret this as a metaphor for a case of homoerotic child abuse. The Harry
Potter novels therefore utilize what George E. Haggerty defines as a recurrent theme of Gothic literature when arguing that "terror is almost always sexual terror" (2). Haggerty affirms that Gothic fiction has offered from its beginning in the 18th century a "ground for many unauthorised genders and sexualities, including sodomy, . . . romantic friendship (male and female), incest, pedophilia, sadism, masochism" and further argues that, in this way, the Gothic genre "offers a historical model of queer theory and politics: transgressive, sexually-coded and resistant to dominant ideology" (2). By applying this argument to Rowling's novels, we could interpret the Harry Potter series as a Gothic narrative which depicts the unconventional and deviating issue of homoerotic child abuse, a topic which is definitely transgressive in respect to dominant ideology.
The representation of violent sexuality -which, according to Valdine Clemens "is a continuing preoccupation of Gothic fiction" (8) -is associated to the return of the past and the re-enactment of a trauma. This is a frequent thematic concern of Gothic narratives, whose "retrospective direction" is voluntarily utilized by the genre's authors for the purpose of re-enacting personal and socio-cultural trauma, as Andrea Juranovszky points out. David B. Morris defines this as "the replication of an unknown or buried pattern" (304). In Gothic tales, such a haunting return of the past is often expressed through the presence of a monstrous and revenant figure, such as the mummy [sic] -a journal of literature, culture and literary translation (63) as well as Claudio Foti ("L'ascolto della sessualita" 18), the victims of abuse are usually irascible and agitated. The young wizard is often described as such when he wanders alone through the castle and refuses the company of his mates. In The Order of the Phoenix , for example, after his repeated dreams revealing a deep connection to Voldemort, Harry decides to deliberately avoid his friends while staying at Grimmauld Place and does not want anyone to talk to him. Subsequently, after
Voldemort's physical possession of him at the end of the fifth novel, Harry finds it hard to be in the company of his friends and of the other students: "He was finding it hard to decide whether he wanted to be with people or not; whenever he was in company he wanted to get away and whenever he was alone he wanted company" ( Order 749). This is also rendered explicit shortly later when the reader is told that
an invisible barrier separated him from the rest of the world. He was -he had always been -a marked man. It was just that he had never really understood what that meant. . . . his wishes varied with his mood. (Order 754)
Harry is therefore presented as a person who has suffered a deep trauma and needs at times to purposefully isolate himself from the rest of community.
Such a re-enactment of trauma, which is definitely painful for the young boy, re-asserts itself mainly in connection to Voldemort's presence. Indeed, the young wizard's memory of the violence he has suffered as well as the only physical evidence of it -the lightning shaped scar on his forehead -are repeatedly associated in the texts with a sense of pain, particularly when the boy is Harry comes to share Voldemort's thoughts and desires as well as his moods and sensory apprehensions. The boy is not completely conscious of the nature of such a connection: he still does not know all the details about the night on which his parents were killed and thus wonders what is "this weird connection between them, which Dumbledore had never been able to explain 
